despite the transition from analog to digital.
The notion of the photograph as index relies on the physical and chemical processes that constitute the medium. In film-based photography, light bounces off an object and is recorded in the silver salts of the film's emulsion. This process depends on the presence of the object in front of the camera in order to record its image through projected light. Roland Barthes describes the relationship between object and image and time as "that-has-been." According to Barthes, this characteristic is unique to photography:
I call "photographic referent" not the optionally real thing to which an image or sign refers but the necessarily real thing which has been placed before the lens, without which there would be no photograph … In the daily flood of photographs, in the thousand forms of interest they seem to provoke, it may be that the noeme "That-has-been" is not repressed … but experienced with indifference, as a feature that goes without saying. 3 Photographs are perceived to represent reality in their reference to a subject. As Barthes explains, "Show your photographs to someone-he will immediately show you his:
'Look, this is my brother; this is me as a child, etc. '" 4 It was this physical, indexical connection to reality that resulted in photography's use as visual recorder in documentary contexts such as news imagery.
In contrast to the physicality of the analog photographic process, digital images are translated into code. This occurs at the moment the image is taken if it is photographed with a digital camera; during the editing process if the film is scanned to be altered, printed, or displayed; and in the distribution of the image if it is displayed on a computer or projection screen. The lack of physical connection between a digital photograph's subject and image theoretically causes digital images to function as pure iconicity. 5 Mary Ann Doane suggests:
The index makes that claim [of its connection to reality] by virtue of its privileging of contact, of touch, of a physical connection. The digital can make no such claim and, in fact, is defined as its negation . . . Digital media emerges as the apparent endpoint of an accelerating dematerialization, so much so that it is difficult not to see the very term digital media as an oxymoron. Digital photography, and especially its apparently invisible manipulability, destroyed the photograph's privileged connection to the object. Without this anchor to reality, the semiotic relationship seemed over-balanced towards the iconic and the symbolic-i.e. representation. Yet the concerns expressed in the 1990s, that the digital image equates photography with fallibility and distrust, now seem caught up in the historical moment of digital technology's first real flourishing; photography has always been "dubitative". . . and this characteristic is not the province of the digital image alone.
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As Sutton argues, reading an analog photograph as connected to reality is an ideological function of photographs based on their indexicality. The perceived connection between analog photographs and reality has always been ideological, and thus, the shift from analog to digital is not as great a change when looking at the function of digital photographs. Viewers expect "photographs to embody transparency and objecthood" in precisely the same way, whether viewing an analog or digital photographic image. registered, members could use the robot to look around the garden through the camera and to water plants. After making fifty moves, a member could plant their own seed and watch it grow. More than 10,000 members registered and participated in maintaining
Telegarden and more than 100,000 visits were made to the garden, showing widespread curiosity in the project and its technology. 14 These numbers illustrate spectators' continued belief in the connection between image and reality, here the reality of the commonplace activity of keeping a garden, even though the activity is performed remotely and through digital imagery. If a completely simulated computer image, or even a digitally manipulated photograph can masquerade effectively as a straight photograph, then surely the authority and integrity of photography are always going to be in question? This is certainly so if you accept the prior existence of straight photography and an unmediated real, and if you only consider change wrought by technology itself. But photography is clearly much more than a particular technology of imagemaking. It is also a social and cultural practice embedded in history and human agency. While the message of digital photographic practices includes a new ease of editing and transmission of images, it does not necessarily result in the sudden mistrust of photographic transparency as it was once feared to do. Imaging technologies will continue to provide new possibilities for the format and distribution of images, and these developments will continue to be rooted in previous social uses of photography. 
